Design Research Society

DRS Digital Library
DRS Biennial Conference Series

DRS2022: Bilbao

Jun 25th, 9:00 AM

Narrating ecological grief and hope through reproduction and
translations
Li Jönsson
Malmö University, Sweden

Kristina Lindström
Malmö University, Sweden

Follow this and additional works at: https://dl.designresearchsociety.org/drs-conference-papers
Part of the Art and Design Commons

Citation
Jönsson, L., and Lindström, K. (2022) Narrating ecological grief and hope through reproduction and
translations, in Lockton, D., Lenzi, S., Hekkert, P., Oak, A., Sádaba, J., Lloyd, P. (eds.), DRS2022: Bilbao, 25
June - 3 July, Bilbao, Spain. https://doi.org/10.21606/drs.2022.333

This Research Paper is brought to you for free and open access by the DRS Conference Proceedings at DRS Digital
Library. It has been accepted for inclusion in DRS Biennial Conference Series by an authorized administrator of DRS
Digital Library. For more information, please contact dl@designresearchsociety.org.

Narrating ecological grief and hope through reproduction and translations
Li Jönsson*, Kristina Lindström
Malmö University, Sweden
*corresponding email: li.jonsson@mau.se
doi.org/10.21606/drs.2022.333

Abstract: The Swedish government has decided that Sweden will become carbon neutral by 2045. What are the implications for us as citizens in such a transition? What
formats allow us to favour careful transformation over progress through radical innovation? In this paper, we attempt to understand grief and hope in the context of this
transition. We describe a designerly format of reproduction and translation aimed at
collectively working through potential future changes, uncertainties and loss. Influenced by plaster moulding techniques used at a closed-down pottery, we invite participants to reproduce and translate original animal and plant motifs into present circumstances. These practical hands-on engagements allow us to notice and articulate
change in relation to the past and orient ourselves towards uncertain futures. Hope
can be found in the ruins of industries, in locally produced alternative energies and in
small-scale attempts to undo biodiversity loss.
Keywords: Hope, grief, reproduction, translation

1. Introduction
How the future is made known matters, whether through predictions, speculations or visions. It matters as it affects how we act in the present and prepare for futures to come. Of
particular concern in this paper is how accounts of the future (and the past) also have implications for the affective dimensions of everyday life, which might also influence the ways in
which futures are acted upon.
We are confronted every day with news and information about the socio-material transformation of climate change, which causes both ambivalence and eco-anxiety. At the same
time, current accounts of how to address climate change seem to require a kind of optimism
(Head, 2016) that comes with a sense of certainty that things will be okay. In Sweden, current debate and investments in the transition to becoming climate neutral by 2045 often focus on how new technological innovations and ‘tech fixes’ can replace fossil energy, while
little focus has been placed on how to undo ways of living that fossil energy has enabled.
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To overcome polarising responses of ignorant optimism, paralysing anxiety and declarations
of ‘game over’, there are multiple calls to make futures and pasts known differently (Haraway, 2016; Tsing et al., 2017). Central to these calls is that they do not ask to fix things. Instead, they call for stories that stay with the trouble (Haraway, 2016), cultivate the arts of
living on a damaged planet (Tsing et al., 2017) and support living with climate change (Verlie,
2019). While these calls can be understood as a move away from a solutionist approach to
climate change, they do not suggest that we give in and simply accept damage and vulnerabilities. Instead, they can be understood as calls for stories that can provide spaces for companioning with grief and practicing a gritty hope (Head, 2016).
This paper aims to contribute to an emerging body of work that calls for stories and other
aesthetic experiences that reframe climate change in ways that acknowledge and engage
with the affective dimensions of living with the uncertainties and potential losses of climate
change, along with trying to undo our fossil dependence every day. We do this by discussing
a design event called Clayworks that is part of the three-year project Grief and Hope in Transition. The overall aim of the project is to engage diverse inhabitants from rural areas in
southern Sweden in imaging and performing fossil-free futures that encompass loss as well
as hope and developing forms and methods for how these futures can be discussed and debated. In Clayworks, we explore a format for collectively narrating (ecological) grief and
hope that is situated with attachments to ongoing pasts and still-possible futures. More specifically, the format invites people to take part in the reproduction of ceramic plates and
translate their motifs into presents.

2. Futurity and affect
The term ‘futurity’ captures interactions between past, present and future. As articulated by
Tuck et al. (2014), ‘futurity is more than the future, it is how human narratives and perceptions of the past, future, and present inform current practices and framings in a way that
(over)determines what registers as the (possible) future’ (p. 16). In other words, futurity can
be understood through different practices (such as calculation, imagination and performance) by which the future is rendered knowable and how those intervene in the present
(Andersson, 2010; Baldwin, 2012). How futures (and pasts) are made known is, in other
words, far from innocent as it affects how we act in the present, through precaution, preemption and preparation (Andersson, 2010), which in turn makes certain futures more likely
than others.
Of particular concern in this paper is how futurity is also implicated in affective dimensions
of everyday lives (Baldwin, 2012) and how imagined futures (and pasts) are felt and experienced through emotions such as fear, worry, anxiety and hope. As such, imagined futures
are not to be understood as something abstract and distant but as something that can be
felt in the present (Coleman, 2016). For example, as articulated by Verlie (2019), ‘[n]ot being
able to settle (i.e., identify, contain, control and manage) the future’ (Verlie, 2019, p. 754)
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often generates anxiety. The difficulties (or impossibilities) of fully controlling these uncertainties thus trouble modern subjectivities and futures that assume and carry a sense of entitlement to an ever-better future (Verlie, 2019; Head, 2016; Nightingale et al., 2019).
Head (2016) asks us to consider how working through these painful emotions as a collective
grieving can open for bringing people together and ‘provide comfort, expose relational ties
and create a “we-ness”’ (p. 33). In extension, Nightingale et al. (2019) urge a reframing of climate change in ways that become inclusive of people and their places that ‘are embedded
within lived experiences, cultural memories, and the arts’ (p. 344). This also points to the importance of affect being understood as more than individual feelings and emotions. Instead,
affect is also a bodily capacity that does not reside in a subject, but as something that takes
place during spatially and temporally distributed encounters (Anderson, 2006). To affect
something, you are also opening yourself up to being affected, where a body can also be
more-than-human, since such capacities are formed in and through collectives and relations.

2.1. Gritty hope and grief as companion
Acknowledging uncertainties and potential losses while still believing in the possibility of a
liveable world without taking it for granted, we will now turn towards grief and hope.
In trying to understand grief and hope in the context of climate change and species extinction, several scholars have argued for the need to reimagine how we understand and practice grief and hope (Head, 2016; Haraway, 2016; Verlie, 2019; Cunsolo & Landman, 2017).
Cunsolo and Landman (2017), for example, argue for expanding what is considered grievable
to include more-than-humans. This grief is mobilized and supported by recognizing our
shared (more-than-human) vulnerability. Drawing on Butler (2004), they also argue for a reconceptualisation of a Freudian understanding of grief, which ultimately implies a form of
forgetting and detachment from what is lost. Rather than understanding mourning as a process of making the subject complete again and no longer at loss, they suggest that mourning
is about transformation: ‘one mourns when one accepts that by the loss one undergoes one
will be changed, possibly forever’ (Butler, 2004, p. 21).
For Head (2016), this transformative and potentially productive mourning also includes
grieving modernity and the modern self. She argues that in the context of climate change
and species extinction, grief is not only concerned with the loss of things, mobilities, species
and landscapes but also a loss of a taken-for-granted hopeful future. In other words, acknowledging loss, uncertainties and a fragile future represents a fundamental break with
modernist core concepts, where the future has been rendered a place of possibilities, innovation and promises of better lives. This grief for modernity is, according to Head (2016), not
something we can go beyond, but a process that must become part of our everyday lives
and politics because bearing our grief, companioning with it, is what will give us a better
chance of effective action. Drawing these perspectives together, grief is less about overcoming loss and more about recognizing the effects of loss.
Head asks that we seek out and enact a ‘gritty, keeping-going kind of hope’ (p.11)
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While grief is considered an important affective dimension of living with and responding to
climate change, Head (2016) does not allow us to escape the notion of hope altogether. Instead, she encourages us to find alternative ways of understanding hope. In times of climate
change, she argues for a ‘gritty, keeping-going kind of hope’ (p.11) where it’s first decoupled
from current modernist optimism and positive emotions, later to be re-attached. She invites
us to imagine hope as practised rather than felt and that acknowledges risks and uncertainties. This kind of hope bears similarities with Verlie (2019), who describes hope as ‘bearing
worlds’, which she describes as the labour of ‘collectively working through ongoing pain to
generate change and difference, and thus, better, more positive, yet never certain, futures’
(p. 758).
Grief and hope are clearly entangled in the affective dimensions of climate change and species extinction and can play a central role in how futures are imagined and acted upon. However, we can never fully know the effects of affect (Yusoff & Gabrys, 2011; Kretz, 2017) or
that grief and hope will result in appropriate actions. Nonetheless, we need to find ways for
society to bear the painful emotions connected to climate change and to explore how to
carry such emotions in a different way to be generative (Head, 2016). As stated by Kretz,
‘Cognitive agreement, on its own, does not result in action - emotional engagement is required’ (2017, p. 265).

3. Democratic making and post-anthropocentric design
This paper is situated in participatory and constructive design research (Koskinen et al.,
2011). By drawing on recent developments in post-anthropocentric design research, where
concepts such as naturecultures, hybrids and the decentring of the human compels new
knowledge practices for design, we and others (Forlana, 2017; Jönsson, 2014; Lenskjold,
2015; Laurien et al., forthcoming 2022) aim to emphasise the interconnectedness that is inherent in human/non-human assemblages. Coming from a participatory design tradition (Simonsen and Robertson, 2013), issues concerning representation, democracy and mutual
learning have been pivotal for many decades now. This, along with the above-mentioned
calls for attention to the affective dimensions of living with climate change, form a basis for
the experimental design research practice in Clayworks.
For individuals to participate in a creative, democratic practice, the design event Clayworks
brings people together through the practical format of crafting stories using clay. Our motivations for the focus on stories can further be found in how stories can connect people and
enable people to both ‘analyze and realize personal relationships with land, animals, rivers,
air, and even bacteria as well as new technologies that impact the environment’ (Lejano et
al., 2013, p. 2). Our rationale for using clay is partly due to the context in which the design
event takes place: a closed-down pottery. Furthermore, we were informed by Ingold’s
(2013) alternative accounts of making: a process of growth where knowledge grows from
our own practical engagements. Inviting participants with little or no formal training in using
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clay, we attempt to assign primacy to an improvisatory doing and storying that humbly recognizes the many non-humans and landscapes on whom our lives are dependent.
In more detail, our design research practice can be described as a kind of pragmatic
knowledge production in the tradition of John Dewey (2005), with specific explorative attention to how this can open up more-than-human relations and understandings. His concept of
aesthetic experience underpins this paper as an aesthetic and affective quality, where creative activities are informed by collective enquiry, searching, experimenting and experiencing
that make it possible for individuals to participate in creative democratic practices (Ehn &
Ullmark, 2017). Such aesthetic experiences are relational and can take place in the middle of
the everyday, such as when opening a book or hearing the sound of a fox call. According to
Brady and Prior (2018), this can be understood as a critique of 18th-century Western-centric
aesthetic theory, which treats nature as a fixed and distant scene designed to be gazed at in
gardens and landscape paintings. In contrast, aesthetic experiences are not disengaged or
distant, but involve both doing and undergoing as they join the practical, the emotional, and
the intellectual into ‘a single whole’ (Dewey, 2005, p. 61) or as a curated design event (Jönsson, 2014). Drawing on this notion of aesthetics, we see potential for a more-than-human
approach to be grappled with, practised and imagined beyond modernist core concepts as it
opens up for more relational and multisensory aesthetic encounters with our surrounding
environments.

4.Clayworks: A Collective Tableware
We will now give an account of a design event, Clayworks, that explores a specific format for
narrating ecological grief and hope. The event took place over five days as a formal event
during a local biosphere festival. The festival was initiated to become part of a pilot for a
UNESCO programme, where new methods and new knowledge are tested to achieve a better long-term relationship between humans and the environment.
With regard to our participation, the aim was to open up for spaces that acknowledge the
risks and uncertainties that come with the transition to a fossil free society, with a specific
focus on local landscapes and other species. The event was located in the closed pottery Elfstrands, which offers a site for remembering what we might understand as a pre-fossil past.
Elfstrands closed at a time when hope was projected onto fossil energy, when earth cellars
were being replaced by refrigerators and industrially produced ceramics, and plastic goods
became common. In more recent years, Elfstrands has been turned into a museum that
showcases the workshop where ceramic goods were produced from local clays and without
the use of electricity. On display are also pots, plates, cups, figurines and more that were
produced in the pottery, often decorated with motifs of local animals, plants and landscapes, sometimes with a humorous twist.
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4.1 Narrating grief and hope through reproduction and translations
Inspired by the craft and aesthetics of Elfstrands, we invited visitors to the festival to join us
in a collaborative narration based on the format of reproduction and translations into the
present. The format was highly influenced by the plaster moulding techniques used in the
pottery to reproduce certain shapes for decorations (Figure 1). For visitors to the pottery,
the left-behind piles of plaster moulds stood out as rich and representative devices to think
and work with in response to the theme of grief and hope. They enacted a kind of absence—
a negative space signalling loss—while they simultaneously opened for potential reproduction: What kind of memory work do these forms invite? What kind of engagement with the
future do they allow? What kind of more-than-human attachment do they allow to spur into
being?

Figure 1. Plaster moulds as museum artefacts displayed at Elfstrands pottery

The plaster moulds became the objects that conditioned the invitation for the event. Specifically, we invited participants to reproduce plates once made in the pottery but to translate
the original motifs by decorating them with animals and plants that are at stake in transitioning to a post-carbon future. Using the notion of translation, meaning ‘displacement,
drift, invention, mediation’ (Latour, 1994, p.32), attention was directed towards the transformative processes through which entities are combined and linked with others. To do this,
participants could either take inspiration from a table filled with examples of local species1

The table included plants, such as the willow tree, that is promoted as an alternative energy resource. It also included local crops and plants, such as the grey bean and chicory. Furthermore, the collection included endangered species that have
been observed in the area. Finally, we also brought examples of trees, such as oak and beech trees, that are considered to
be keystone species in the region.

1
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or bring something they were concerned about. At the end of the event, we asked the participants to collectively improvise a dish to serve on these plates. Below, we will describe a
few of the many plates and stories developed during these days. Some participated for one
day, while others took part for two or three days.

4.2 Emerging narratives
Crayfish and a Toad
During the first day of the design event, we gathered to make plaster moulds to be used during the next few days to decorate the plates. One of the most well-known plates from Elfstrands, depicting a circle of crayfish and a toad, caught the attention of some participants
straight away. Trying to reproduce the motif, we had several conversations on how to understand the original plate and what it would mean to reproduce it today. While the original
plate was perceived as festive and humorous, reproducing the motifs sparked conversation
of threatened as well as invasive species. The participant making the toad described how she
imagined the originator, Alfred Elfstrand, while sculpting. Without knowing what kind of
toad Alfred had in mind, she told us that hers was meant to depict a European green toad
(Bufotes viridis). She further explained that this toad is currently a threatened species in
Sweden and can mostly be found in very specific habitats, such as former limestone quarries
or other lime-rich places.

Figure 2. (a, left) Plate from Elfstrands depicting a toad and cray fish. (b,right) The reproduced plate
made during the design event.

While we were trying to make a plaster mould for the crayfish, the discussions drifted
around how to make the motif matter in the present. Which subspecies of crayfish should be
depicted on the plate? In Sweden, due to traditional regional crayfish parties, it is commonly
known that the North American invasive species signal crayfish (Pacifastacus leniusculus) is
ousting native European crayfish (Astacus astacus). This brought questions about how and
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when this ousting had happened and when it became known to the public. While none of us
knew for sure, a woman pointed out that during the 50s, when the original plate had been
made, most people did not think much about invasive species. Instead, she suggested that
the greater concern at the time was what she called ‘success disasters’, referring to largescale ecological damage during and after World War II, for example, related to attempts to
mine oil in Sweden. In the end, we decided that the crayfish on our plate would be the European crayfish, which was most likely the same as on the original plate. To make it festive,
however, we would have to think more carefully about what to serve on it.
Willow energy gardens
During the second day of the event, different displacements and drifts occurred concerning
relationships, temporalities and uses of the willow when trying to reproduce and translate
the original motif. Some of the original Elfstrands plates were made through sgraffito, that
is, scratching and drawing the motifs straight into the clay. A recurrent sgraffito motif in the
Elfstrands plates is a pollarded willow (Salix alba), a culturally symbolic tree for the local
landscape. At the turn of the century, willow was planted as a natural fence between plots
of land and used for feeding livestock, making fences, wickerwork and preventing erosion.
Since willow grows fast and can be pruned, it has also been used for energy in the form of
firewood. This use has recently increased in response to increasing demand for alternative
energies in the transition to becoming fossil-free through the production of biomass.

Figure 3. The motif depicting the Salix Energy Garden and the old Oak.
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During the event, the discussion concerning willow was mostly centred around the very
hopes the trees carry for the future. For example, one participant created a motif of a
household willow garden where one could grow their own energy rather than food. When
explaining the motif, she brought up some aesthetic concerns regarding this new household
crop: ‘Many do not think willow looks nice, but it is, you just need to see it as a mass’. This
spurred another participant to raise concerns regarding how the production of biomass replaces the current cultivated landscape and whether it is better to use the soil for food or
energy. The potential for such grander-scale biomass plantations also raised hopes concerning trees’ capacity to store carbon dioxide emissions from fossil fuel consumption. While no
one knew the details of trees’ contribution to carbon sequestration, we agreed that harvesting willow as a crop at a young age seemed to contradict the slow growth of fully grown oak
depicted on the same plate. Further explained by the participant, she told us that ‘an oak
lives for 300 years, rests for 300 and then dies for 300 years’. This inspired another participant to reproduce her motif with a more speculative one, depicting a biomass plantation
with more traditional pollarded trees. In this future, he speculated, the willow has grown
over a long time, but perhaps they could both be harvested for biomass energy as well as to
contribute to carbon sequestration?

Figure 4. (a, left) Elfstrand motif using sgraffito of pollarded willow. (b, right) The reproduced motif
depicting harvesting season for willow.

The hen and the chicks
The reproduction of plates did not always take direct cues from the motifs from Elfstrands
but started off in lived experiences and by noticing change over time. On the first day, one
woman mentioned that she had seen a grey partridge (Perdix perdix) with chicks in her garden the same morning. She explained that cultivated land with few bushes to hide in makes
them vulnerable. Since she and her husband had moved to the area several years ago, they
had noticed a decrease in the population of this particular hen. However, as they had put
great effort into making their small plot of land more diverse, with trees and bushes, they
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had recently noticed more hens, which to them sparked hope. While a strong sense of care
and a wish to create a liveable environment for these hens was articulated, it was also recognized that they most likely have not always inhabited these local landscapes. Rather, it
was suggested that the grey partridge, like pheasants, most likely have been brought to this
area by humans to hunt.
The hen kept recurring in the conversation, and a couple of days later, the husband made a
plate depicting the hen and her chicks. Going through the plates and pots displayed in the
museum, we also noticed a plate with a similar motif (Figure 6), possibly depicting the grey
partridge at a time before extensive monocultures. Although the hen was nothing she could
take care of on an individual level, taking care of and altering the local environment that
brings life to these species suggested the need for the local landscape not only to be restored, but as a much-needed multispecies ecology and relational landscape.

Figure 5. (a, left) Plate from Elfstrands depicting an unknown bird. (b, right) Reproduced plate in the
making, depicting a flock of Grey Partridge.

At the end of each workshop, we all gathered and took turns sharing what we had decorated
our plates with and collectively speculating on what we could serve on each plate. While the
reproduction of plates primarily resulted in a kind of tracing of interdependencies, vulnerabilities and uncertainties over time, speculating and improvising on what dish to serve on the
plate often sparked conversations on how to position ourselves in relation to what had been
depicted on the plate. In this way, we recognized our own agencies and response-abilities
(Haraway, 2016) that are emerging in specific situations and relations.
More specifically, several proposals elaborated on how to eat with respect for other species.
This included responses such as replacing certain foods, for example, replacing fish with seaweed. Other proposals included eating less of certain foods, such as blueberries and coffee.
More radical proposals included eating species that are considered invasive and harmful,
such as the Spanish slug (Arion vulgaris Moquin-Tandon) or the signal crayfish.
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5. Reflections on the Format of Reproduction and Translations
Below, we highlight some of the important insights and concerns the format of reproduction
and translation generated.

5.1 A collective creative practice
The plates from Elfstrand invited a specific kind of memory work to take form. The original
motifs, along with personal rationales, knowledge and interest, were starting points for the
new stories to be translated onto the plates. Place-specific information, some more scientific
environmental facts and personal observation along with memory and cultural traditions
also played a vital role in the act of translating and making new motifs for the plates. During
the timely effort to mould and form the clay with our bare hands, the individual motifs
would start to carry other participants’ narratives and knowledge. For example, the crayfish
and the toad brought up many different concerns and feelings among all participants regarding, for example, the future vulnerabilities of signal crayfish in the ecosystem, toads as reminders of the effects that industrial use of land has on certain species and how local initiatives concerning different endangered species have shown effect. In other words, the finished plates were informed by a collective patchy unfinished-many-narratives-kind-of storying that surfaced many different interdependencies, vulnerabilities, uncertainties and
knowledge over time. A feeling of ‘we-ness’ (Head, 2016) or ‘wholeness’ (Dewey, 2005) was
here found in the collective sharing of uncertainties and potential loss, along with shared efforts to imagine what to serve on each plate. We were also drawn together by the timely efforts the messy handicraft work required, while the shared stories solidified as traces on the
plates.

5.2 Surfacing affect and grief
This format also set out to explore ways to companion with (ecological) grief. It would perhaps be an overstatement to suggest that the format we discussed in this paper facilitated a
successful process of mourning in the sense of a radical transformation of the grieving subjects (Butler, 2004). Certainly, grieving takes more work and labour. As argued by Head
(2016), grief will most likely be a companion that we will have to learn to live with. Furthermore, the species depicted on the plates are not motifs of irreversible loss. Rather, they portray ongoing and anticipated losses, closer to what Verlie (2019) refers to as a labour of collectively working through the painful environmental damages that haunt our present with a
long-standing negative impact. This was expressed in a multitude of stories, from the loss of
landscapes to how the wish to secure a stable stock of crayfish has had devastating consequences for biodiversity.
Regarding the question of putting affective responses to more productive work, the format
does not directly create an active engagement of doings concerned with environmental
damage, such as literally becoming better at recycling or by growing your own food or en-

11

Li Jönsson, Kristina Lindström

ergy. Rather, the strength of the format lies in how it surfaces the possibilities for more emotional responses—opening up for possibilities for bodies to be affected through the different
encounters in the event.

5.3 Hoping for gritty futures
Taking our time to dwell with uncertainties related to local and nearby futures allowed us to
recognise our own agencies and response-abilities in the present. More specifically, we noticed different kinds of hope within the plates. In the plate depicting crayfish, the toad reminded us of hope to be found in ruins in light of how local initiatives to provide healthy
habitats had provided a worthy population increase for the toad. The plates with motifs of
willow trees projected hope towards the possibilities of local production of biofuel without
treating it as a tech fix. The plate decorated with a flock of grey partridge introduces hope
towards small-scale interventions with the aim of undoing harm created by the advancement of monocultures. Hence, some hope was sparked into being by recognizing others’ labour and initiatives, while at other times, our own agencies and response-abilities (Haraway,
2016) appeared more relevant in the specific relations crafted on the plates and in the discussions.
Taken together, the reproduction of the plates and the translations of their motifs did not
simply amount to a manifestation of loss. It also became an enactment of a wish to repair
relationships that have been harmed over time, while at the same time recognizing the impossibility of returning to a pristine past (that was never there in the first place).
Considering this project, we have often been doubtful about whether our backgrounds as
designers are sufficient to handle some of the discussions and emotions that have drifted in
and out of the design event. In response, our strength, simultaneously our weakness, has
been in the skill of improvisation, of joining both the material and conversations, linking that
which wasn’t linked before, have drifted, been displaced, and changed over time. We think
of it as a designerly style, concern, courage or response-ability of putting our skills to work to
further explore how to cultivate and open possibilities for different kinds of responses.
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Figure 6. Plaster molds, tools & inspiration

6. Concluding discussion
In this paper, we have proposed a specific format for narrating (ecological) grief and hope
through a format of reproduction (using clay) and translations (using stories) into the present and possible futures. Our aim has been to move away from a solutionist approach to
climate change by exploring how to provide spaces for companioning with grief and practising a gritty hope (Head, 2016). We have done this in a pragmatic tradition by drawing on
the notion of aesthetic experiences. As a way to explore a less individual aesthetic towards a
more practical, entangled and emotional one, we have coupled aesthetic experiences with
affective dimensions of living with environmental or ecological harm. These dimensions focused on uncertainties and potential losses of other species and landscapes in relation to the
fossil-free transition. An active engagement between self, others and environments coupled
with senses, imagination, memories and emotions was explored through clay by allowing
participants to reimagine and respond to motifs made during a previous transition. This
messy material engagement clearly differs from the more everyday aesthetic ways people
might experience natural and semi-natural environments, such as when walking through a
forest or being in a garden. Nonetheless, the specific format of reproduction and translation
was aimed at nourishing a particular kind of aesthetic awareness, one that potentially feeds
into more relational forms of environmental awareness, which thereby might lead to action
for doing and thinking otherwise. A format that can allow us to slowly make cracks in the
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modern narrative—in that it calls forth the affective, emotional and timely engagement that
is practised and developed in a more public context.
How the plates will be used, if and how they will come to matter, however, is much like the
future, uncertain. At the time of writing this paper, we are still in the process of planning and
designing an event from which we use the plates to eat. On the one hand, we can understand the plates as expressions of objects of loss, grief and hope. But, perhaps more importantly, we see the making of these plates and speculating on what to serve on them as an
ongoing practice of practising hope and grief collectively. A colleague reminded us that tableware often outlives generations. Much like the plates and pots displayed in the Elfstrands
museum have outlived their generation, the plates made in Clayworks could potentially outlive our generation. What kind of work they can do in the future is still unknown. Will they
act as a kind of memorial of lost species, or will they tell stories of a more hopeful transition?
Only future generations will know.
Acknowledgements: We want to thank the Biosphere Festival and the municipality of
Sjöbo for hosting the event. We also want to thank all the participants for all their time,
efforts and thoughts. This event was done in collaboration with Per-Anders Hillgren, Jonas Larsen, Kristina Lindström and Li Jönsson as part of the Grief and Hope in Transition
project funded by Formas.
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